easily packaged as picturesque rural nostalgia. I wish to suggest that the Borders became, in Hogg's 1830s fiction, a much more mobile place that evokes the distinctive vitality of the print culture of King Willie's reign.
Hogg's work now occupies a prominent place in Romantic literary studies. He is the subject of an increasingly wide range of scholarship, and a canonizing scholarly edition of his works in over 30 volumes is nearing completion. That Hogg is a labouring-class author -the nickname he was given, 'the Ettrick Shepherd', captures accurately the fact that he was, for a time, a shepherd in Ettrick near the border with England -has proved both a strength and a difficulty to be overcome. Simon Kövesi has written insightfully about the parallel case of John Clare, an author valued largely on account of his intense connection to place through the land he worked on. Kövesi is alert to the patronizing class politics inherent in those critics who seek to praise a poet as 'down to earth', locking him into a connection with place; for Kövesi, Clare is just as much a poet of flight whose nature poetry is 'as moveable, as shifting and dynamic…as the poet's subject position'. 4 Meiko O'Halloran, in the most important study of Hogg yet published, offers a celebration of the 'restless stylistic shifts' that emerged from his 'in-between space …in the shifting ground of the literary market '. 5 In this article I will argue that the accounts Hogg gives of his Anglo-Scottish Borders locations are valuable for just this quality of movement, a mobility that derives from his encounters with the 1830s print market.
Drawing on theories of mobility deriving from geography and anthropology, I
will present Hogg's work in this market as a complex set of experiments with Romantic ideas of place that are enabled by his place 'in-between' ideas of class, oral and print culture, and contemporary ideas of landscape. Hogg's account of place offers something more than the 'authentic' replication of an isolated, picturesque rural location that his readers have often sought. Mobility studies has encouraged us to see place as something other than pre-plotted; place is, by contrast, constantly in process, the product of multiple encounters. The combination of Hogg's experiments in narrative form, the 1830s print market, and the Border region enables just such a dynamic experience of place. Hogg was enabled by the opportunities the 1830s market presented him; that context helped him create the Anglo-Scottish borderlands as a place of doubt, play and, above all, mobility. Hogg's presents us with a place, the Borders, that is constantly in movement, and that cannot be contained in a detemporalized scheme often found in Romantic accounts of place deriving from cartography, Enlightenment philosophy, and the picturesque. Hogg's innovations in narrative form, I argue, provide not a representation of a place -a fixed image -but a dynamic encounter with a region that will not stay still.
Finding 'The Borders' in the 1830s
The difficulty of narrating the 'Borders' starts with its name. 'The Borders', plural, typically identifies a region in Scotland, however loosely that might be defined. 6 Yet any border clearly has two sides, and for all his local attachments to Ettrick, Hogg, like other writers of the region in the period, thinks about the area in terms of multiple, overlapping allegiances. The 'region' (itself a problematic term) that links Scotland and
England is, like all borders, not a hard line between two clearly defined states, but a succession of compromises and negotiations, not just between nations, but between 6 Alasdair Moffat's popular history of the region is typical in that its ambition quickly becomes focused on the Scottish side: It is true that any region has the capacity to baffle the tourist looking for a particular experience -indeed the gap between one's literary expectation and the physical reality of moving through a place might be seen to be constitutive of the tourist experiencebut the Borders in the nineteenth century, as Dibdin's narrative suggests, had a special ability to befuddle those who wished to claim it as a region of a particular kind.
Mobility and the Experience of Place Livesey focuses on the period spanning the 1810s through to the 1840s, when the rail network was beginning, but not really connected, and when travel by turnpike road offered a more material encounter with place. She does not discuss Hogg, but his work, I would suggest, can be seen in the terms that she sets out. His method of writing is far from linear or smooth, never an affectless passage from beginning to resolution.
The messy details, the interruptions, the wanderings off the path, that take place in the midst of his stories are where he presents to his readers his mobile Borders. The failure of the Borders to fit the kinds of map that the print culture of the 1830s offered readers and writers might suggest some of the region's power. Dibdin's inability to place the Borders within a frame, his difficult and slightly comic balancing of industrial modernity, historical echoes, and fictional play, is not simply an imaginative failure on his part, but a fitting response to the area. scholars of literary mobility move away from searching for representations of mobility to a consideration of the literary work as an 'event' that creates mobility through its form. 24 There remains a tendency to think of literary form as a straitjacket from which daring writers will break free, and such a view has certainly characterised accounts of the print culture of the 1830s, in particular the period's accounts of place. 25 Hogg, I will suggest, developed a series of methods that draw on and play with narrative form and the products of 1830s print culture to create the Borders as a fascinatingly confusing region in which truth is glimpsed on the move. to the experience of fiction, rather than the emphasis placed on the conclusions of stories in most narrative theory. 31 Even a neatly moralising ending cannot undo the experience a reader has when in the midst of a story. The point is parallel to the one I wish to make about the experience of place. Rather than an already concluded vision of place, whereby the end is already mapped out, narrative form can give access to an experience of place that is inherently temporal, a thing in process rather than a thing already concluded. The point is more clearly apparent in other stories by Hogg that I will consider shortly; but even here, in this most 1830s of pieces, the Borders emerge 29 The Amulet was subtitled, at least in some of its annual volumes, 'Christian Remembrancer', and looks forward to more explicitly evangelical annuals that appeared later in the 1830s. Its contents were not, in fact, markedly different from the other annuals of the mid 1820s and early 1830s, and it encouraged a wide variety of contributions. Hogg's tale is one deeply fascinated by the modernisation of farming in the nineteenth century (a topic Hogg, himself a farmer prone to disastrous improvements and speculation, was well placed to understand). Thackeray would depict in his novels set in this period. The place is different (rural rather than metropolitan) but the process is not. Hogg does not allow his readers to forget that any story takes place 'at' a particular time, and in a particular place that is itself constantly changing, nor that any story's narrative line will be moved and buffeted by its encounters with those elements. The Borders, in turn, cannot be narrated as if the place were a framed picture for the aesthetic enjoyment of a reader. Dalkerran is not somewhere that will stay still on a map. The central, haunting fact of his life is the murder he witnessed, and the dead body he wishes to bring to the surface.
After a long period overseas, he returns and wishes to bring out the truth. But truth is not something that stays still and waits for the discoverer. He knows he needs the physical evidence still to be there or his story 'would pass as an infamous romance' (p. contains a hot air balloon, a trip to Ireland, and a move into the ballrooms of polite society, with a fleeting mention of the outré fashion in dresses the Laird is charmed by.
Just at the point at which a reader might settle into the expectation that Hogg will present a comfortably distanced account of the pre-modern Borders, Hogg shifts the perspective to present place as occupying multiple temporal and geographical planes.
As in 'The Baron St Gio', a deeply local character, the Scots-speaking Marion, is the source not of grounded permanence but amused play. She is taken to the central location in the tale, the spot on Birky Brow where the Laird met the apparition. However, 'the hail kintra's altered now. There was nae road here then' (p. 167). She finds the spot eventually, and buried evidence is discovered. But place is not the fixed location of deep knowledge; it is, instead, always being altered. Earlier, the Laird 'left Ireland with his mind in great confusion, groping his way, as it were, in a hole of mystery' (p. 165).
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Hogg's physical phrasing is carefully chosen: one moves through and in land not with the confident gaze of a cartographer measuring distances on a map, but in a state of constant epistemological uncertainty. Knowledge comes, but it is knowledge of a partial kind, experienced only on the move as we grope our way through a 'hole of mystery'.
Plotting and Reforming with Hogg
One of the problems that Tim Ingold has with plot is that a plot seems to have decided in advance what the answer is. Hogg's stories are frequently about mysteries, and, as in 'The Baron St Gio' and 'The Mysterious Bride', those mysteries can seem to be solved with empirical evidence found on the spot. More typical is Hogg's sense that truth and knowledge are matters that keep moving. He commented to William
Blackwood that 'I like to give them [his stories] every variety', and the variety that the reader encounters is experienced not just between stories but also within them as they shift and mutate in unpredictable ways. 40 Hogg toys with the reader's desire for a neatly rounded conclusion; but, even when a conclusion of that kind arrives, it cannot quite dispel the sensation that we remain, as a character in 'A Story of Good Queen Bess' puts it, in a 'dirdum' (a quandary). 41 We would like to step back from the stories and assess the terrain, but such a stance is denied us, even as they judder to a conclusion.
One of Hogg's most interesting readers in this period was the Blackwood's writer D.
M. Moir, who William Blackwood used as a sounding board for Hogg's contributions.
Moir is not always sympathetic, but he can be perceptive. He comments of 'The Baron
St Gio' that '[c]ertainly there are many absurdities and improbabilities in it, but the force of the narrative makes us swallow these, without any particular wryness of mouth'. 42 His sense of Hogg's 'absurdities' risks being simply patronising, but it was a word of which Hogg, too, was fond, and captures the provocative strangeness of many of the moments in these stories. What matters, though, is 'the force of the narrative'.
These are tales that are, above all, driven: experiences of motion in which our assessment of the events is inextricable from their momentum.
Hogg comments frequently, and teasingly, on his use of form and its relation to knowledge. 'An Awfu' Leein'-Like Story' (Blackwood's, September 1831) includes an interjection from the reader: '"Our Shepherd has often lee'd terribly to us, but nothing to this". It is, nevertheless, beloved reader, literally true' (p. 208). 43 he shaped the story into its final form'. 48 As Ian Duncan puts it, Hogg 'promiscuously' mixes oral and print-cultural traditions, and the 1830s market, rather than restraining him, offered him further opportunities to draw these elements together. 49 Hogg's Border tales of the 1830s, like the decade more generally, risk being forgotten because they fail to fit the models of literary form and periodisation that witnesses, which involves her family priest being beheaded. The 'Border' aspect exerts a magnetic pull on the story -we must always come back to this original injusticeand yet it is hard to find in it a causal primacy in a 47-page story of seemingly relentless movement. The idea that the moss-troopers acted unjustly is surely true; and yet they were just as likely to act otherwise. After Christy has saved Mary, the borderers are ordered to find her and burn her house. Christy has escaped, but she hears them debating the justice of the act at length. That they do eventually burn the house is less a matter of causality than caprice. By the same token, so at home is Mary with the gypsies that we might wonder whether that better captures her true identity than her return to her ancestral lands. Mary, is promised that should he require help she will aid him, and 'thereby hangs a tale which I hope I shall live to relate' (p. 326). Hogg's presence as self-conscious shaper of his materials is both the root of the story's claim to truth and the cause of our doubt. His use of form invites the reader's desire for enclosure and finality, and yet equally leaves us puzzled, still awaiting the sequel. We return to the beginning in the sense that the story ends back on the estate from which it commenced. The 'utter confusion' with which we began seems resolved, with aristocrats dispensing rewards to loyal underlings. But however conservative this might seem, Hogg's account of place is so disarmingly unstable, and so relentlessly mobile, that aligning this with an experience of security or finality seems impossible. We are not, and we could never be, back to where we came from, because that place no longer exists.
Theorists of place have often been resistant to narrative, just as they are resistant to representation, because it imposes a singular and pre-determined image on place, one that makes it static. We could think here of the distinction Ingold draws between 'the trace of a gesture [and] an assembly of point-to-point connectors', where the latter creates 'a finished object, an artefact. Its constituent lines join things up, but they do not grow or develop'. 53 As they developed in nineteenth-century print culture, the short story and the novel tended to privilege that sort of thinking. To read Hogg is to read narratives that seem to be on the road to somewhere in particular, but then that road comes into being, and the traveller is waylaid. another', and this is a good summation of the effect of reading Hogg. 54 We tend to think of narrative as something that encloses, and at times it has tended to do so; but we ought to recognise that a narrative is a line that comes into being in time, like a musical score, and that like an orchestral score there can be many lines all at once, meshing, pushing against each other, not always at the same rhythm. The 1830s might seem a time in which the dominant rhythm of capitalist print production imposed itself on the kinds of stories one might tell about the Borders. Hogg, I am suggesting, did not simply resist this. It is rather the case that 1830s print culture, its annuals, its magazines, its collections, and also its social and political uncertainty, offered him an opportunity for experiment. These curious, neglected stories give us a means of thinking about place as intrinsically mobile: Hogg, the Borders, and the 1830s can teach us the value of being in a 'dirdum'. 54 Ingold, Being Alive, p. 71.
